This reflective essay is a journey through my dance studies work with a discussion on the role of the Festival of Pacific Arts in shaping dance in Oceania, and particularly its impact on Banaban dance from Rabi in Fiji. I encourage future discussion and development of a field of 'Pacific Dance Studies,' with preliminary thoughts on the role of 'remix' in Pacific dance practices, especially as they are shaped by and reflected in this important regional festival.
PRELUDE
On a rainy day in July 2012 in the middle of the two-week long Festival of Pacific Arts, I flagged down a taxi and asked the driver to make haste to what I thought was the venue of the Kiribati Independence Day celebrations in Honiara. I arrived at the drenched stadium to find several dancers from the Rabi High School performance group waiting for a bus to take them to the Pacific Casino Hotel where the festivities had been relocated. The bus came and we made off with the teenagers laughing and bantering with their Solomon Islander liaison officer. We arrived at the venue and it suddenly struck me that I would be viewing three different versions of I-Kiribati culture under one roof, representing three different corners of the Kiribati diaspora-the Solomon Islands where over two thousand Gilbert Islanders were resettled in the 1950s and 60s, the Fiji Islands where over a thousand Banabans and Gilbertese had been moved as a result of phosphate mining and World War II, and I-Kiribati from Kiribati, the home country now facing the perceived, imminent threat of sea level rise.
Mary Elizabeth Lawson (1989) had described Kiribati dance in her research as bai n abara, or 'a thing of our land', but it struck me that 'the land' in question was not necessarily where these communities currently lived. Or was it? As each group performed, it was clear that the choreographies were based on a shared movement vocabulary, particularly reflecting the flight and movement of frigate birds, but each had added other movement styles and gestures so they were both connected and distinct. This was reinforced by the fact that while all the singing was in the Kiribati (Gilbertese) language, each set of costumes also reflected different versions of a shared design. Both the dances and costumes were a remix of recognizable forms. These observations in the middle of this major regional festival that serves as the bastion for the expression of 'traditional' Pacific arts reinforced my long-held belief that the often perceived boundaries between ritual, traditional or community dance, and contemporary, modern or popular dance can be unproductive and unreflective of the complexity and dynamism of history and of choreographic expressions of culture across Oceania.
INTRODUCTION
In this essay I reflect on the role of the Festival of Pacific Arts in shaping dance in Oceania. In 1972, the quadrennial Festival of Pacific Arts (FOPA) was established by the South Pacific Commission to promote, develop and safeguard indigenous expressions of culture in Oceania. Forty years and eleven festivals later, the event is still going strong with thousands of local and visiting participants and artists sharing a wide range of cultural practices, including dance, music, painting, carving, tattooing, filmmaking, architecture, healing arts, ceremonial arts, navigation and canoeing, culinary arts, fashion design, literature and much more.
Each festival attracts more than two thousand artists from around twenty-seven countries or territories and since 1996 has rotated between a Polynesian, Melanesian and Micronesian host country.
What is particularly unique about FOPA is that it is conceived, hosted and presented by Pacific people for a Pacific audience, rather than primarily framed by tourism. The economic gain expected by hosts is additional to the main goal of demonstrating the cultural vitality of participating contingents and the societies they represent. FOPA illustrates the agency and will of each country to mobilise economic, political and cultural resources to support participation and the capacity of the host country to successfully mount and manage the dynamic and complex two-week event. The gathering signals and relies upon a wide range of factors including cultural resilience, intra-Pacific kinship, artistic exchange and creative competition, as well as Pacific national and regional cultural diplomacy, economics and politics.
I will discuss the performing arts element of the festival in catalysing and transforming dance practices as well as reflect on the expansion of genres to include diasporic and other contemporary expressions, with a particular look at Banaban dance. I use the concept of 'remix' to reflect on the agency, politics and creativity embedded in Pacific dance in the context of pre-colonial and colonial histories of exchange and the so-called postcolonial or globalising present.
MY DANCE JOURNEY
First I would like to offer a bit of context for my own dance experiences, interests and work. In 2002 after a year of fieldwork, I created a video montage which tracked a contemporary Pacific dance to the popular Tokelauan song 'Pate Pate' across several islands and cities in Oceania. Beginning in Betio, Tarawa in Kiribati with three young girls practising one version in daylight for a birthday party, it moves to another house in Tarawa with a solo dancer under an electric light, then to Tanaeang on Tabiteuea with two nuns and I performing at night, then to Rabi in Fiji with a family group lit by benzene lamps, laughing and dancing, and finally to the bright stages of Canberra and Honolulu where professional dancers invite the audience to dance along.
Technically the montage could be any one of the hundreds of dance and music videos now produced by islanders and uploaded to YouTube. But ethnographically, each site mattered and was connected in some specific way, not just by myself as a dancer and researcher, but by the frequent and rapid dissemination of Island music across the Pacific via all manner of technology, and historically through colonialism, and missionary and labour trade networks. While music moves faster than choreography, the movement vocabularies signalled in each of these sites highlighted both local or geographically specific performance 
CULTURE MOVES!
In convening Culture Moves! our main goal was to create a diverse Pacific Dance Studies space; to get what people called "traditional" Pacific dance, contemporary dance and hip hop all into one academic and performance space, host diverse panelists and practitioners representing both the Islands and the Pacific diaspora, and reflect on the current state of dance practice, education and histories in Oceania (Hereniko, 2006) . Culture Moves! was funded and supported by Creative New Zealand, UNESCO, Te Papa, the University of Hawai'i, Victoria University of Wellington, and the Pacific Cooperation Foundation. One of my regrets is that aside from a website and image gallery, we were not able to put together a conference publication. There were few prepared papers, the conference was primarily oral and performance based and we ran out of funds to edit and transcribe our hours of video footage 
THE FESTIVAL OF PACIFIC ARTS AND BANABAN DANCE
For most of its life, the Festival of Pacific Arts has been managed by a regional Council of Pacific Arts which is also the primary advisory body representing cultural officers and representatives of all the Secretariat of the Pacific Community's (SPC) member states and territories. A key aspect of the festival was that all delegations had to represent these nations, states and territories, making it very difficult for independent or diasporic artists, regional organisations or arts collectives and other non-state groups to participate. Diasporic groups include those who are the products of intra-Pacific resettlement or displacement. I turn now to the role of the forty-year-old festival in both sustaining and transforming dance in Oceania with a specific look at its impact on one such diasporic group, the Banabans, and what I am exploring as cultural remix. Banaba, also known as Ocean Island, is a raised coral atoll with extensive deposits of phosphate rock. It was incorporated into the Colony of the Gilbert and Ellice Islands in the early 1900s and is today part of the Republic of Kiribati. The Banabans were displaced to Fiji in 1945 because of this valuable phosphate rock which was mined by a company owned conjointly by Britain, Australia and New Zealand (see K. Teaiwa, 2000 , 2004 & Kempf & Hermann, 2005 .
A key figure on the Pacific arts landscape was the festival's first artistic director, the late Beth Dean, also known as Beth Carell, described by dance writer Jennifer Shennan in Dean's obituary as a performer, choreographer, critic, researcher and author. She was committed, along with her husband Victor Carell, "in the belief that Pacific performance should not be modeled solely for the tourist industry, nor be an imitation of European models" (Shennan, 2012) . Dean, a ballerina, had a particular impact on the revitalization of dance on my father's island of Rabi in Fiji, the current home of the Banaban people.
Growing up as a child in Fiji, I was accustomed to both watching and performing Banaban dance outfitted in a combination of raffia, crepe paper, While on a bus trip through the … countryside, we saw an aerial topdressing plane putting fertiliser onto a farm. The bus driver told us it was superphosphate from Ocean Island and that made us feel sad and stirred our hearts. It seems that some of Banaba is in New Zealand. (Shennan & Tekenimatang, 2005, p. 116)
The festival gave Banabans a platform to revive an ancient dance, to create a new dance theatre enacting precolonial, colonial and missionary histories, the loss of land and displacement to Fiji, and also, in Beth Dean's words, create "their own Islanders. This was astounding for a country that had itself experienced a coup and political turmoil for years and was described by Australian political experts as a 'failed state'. The festival provided an opportunity for Solomon Islanders to remind themselves of their resilience, efficacy and capacity for not just bringing together their own diverse cultures but also generously hosting delegates from over twenty countries and hundreds of additional visitors.
INDIGENOUS REMIX AT FOPA
My current work on FOPA is part of a five-year project titled "Indigenous Peoples and the Global Remix" (Pennington, 2013) The large Rapa Nui group had just one English-speaking member and unfortunately we had no one in our team who spoke Spanish. We did, however, have several Mandarin speakers and so were able to get strong interviews from the Taiwan contingent, which has been a feature of the gathering since 2004. Taiwan also provides major funding to the festival and makes strong claims that their indigenous groups have linguistic, genetic and cultural connections to Pacific peoples and that this aspect of their national identity sets them firmly apart from mainland China.
In my project for Framing the Global, I use the concept of remix to reflect on the agency, politics and creativity embedded in Pacific dance and related arts practices, in the context of colonial histories and the globalizing present. I've encountered the idea in a variety of discussions about Caribbean and black popular culture, as discussed in the work of Dick Hebdige (1987) , intellectual property, copyright and new media, as in the work of Lawrence Lessig (2008) , and that of Kimberly Christen (2005) in her writing on aboriginal remix and the cultural commons. I chose remix because unlike hybridity (Bhaba, 1994) , another term from postcolonial and cultural studies to which it is closely related and associated, remix for me points to an active, agentive and creative process where people can weave together old, new and emerging ideas and materials. This has particular salience for indigenous peoples, who might be viewed as representing traditional, There are few emerging and early career dance scholars, and certainly few from the region itself, who have followed on their heels. In the meantime and much less documented, the ubiquitous island reggae has its own dance style, Bollywood dance is very popular, and young people are krumping, breaking, popping, locking and voguing from Port Vila to Port Moresby, from Koror to Tongatapu.
There is a need for further discussion on how the festival, a forty-year-old bastion of cultural tradition and arts, can effectively integrate and display the full range of Pacific dance practices (Hereniko, 2006) . Furthermore, what will it take for Pacific governments to integrate arts and dance into the primary and secondary The dramatic transformation of Pacific physical environments will likely have a significant impact on how we dance in the future.
